SUPER APOCALYPTO 64: INHABITING REVELATION AS A VIDEO GAME MADE
OF SACRED WORDS
G.D. Jones
Abstract: Some scholars discuss Revelation as picture, theater, and cinema. This paper draws
from the phenomenological conscious experience of the cubic paradigm and medieval exegesis
of Scripture to view Revelation through the lens of playing the video game Super Mario 64.
Αποκαλύπτω (apocalypto) is the biblical Greek verb for causing something to be fully
known, in the sense of an “unveiling” via revelation, or ἀποκάλυψις (apocalypsis). The book of
Revelation makes the divine reality of Scripture known to audiences via the vision articulated by
John. He conveys this divine reality through words – both read and heard – which call for more
than the passive reception of a static text. Rather, Revelation is a living and life-giving conveyor
of divine reality. It is also participatory; its words are meant to be read, heard and kept in the life
of faith. This dynamic interactivity with the text is described both with everyday terms and
highly-qualified language which makes it clear that divine reality is never comprehended in its
entirety. Several scholars advance this approach by framing divine reality in terms of artistic
experience. These articulations of Revelation as a sacred picture,1 theater,2 and cinema3 ground a
similar thesis: gameplay as “Mario” in the three-dimensional (3D) polygonal open world of
Super Mario 64 helps to articulate how the Holy Spirit enables audiences to inhabit the text of
Revelation through the presence and perspective of John, who partakes in the worship of God
and salvation through Jesus Christ. This thesis unfolds in seven sections: 1) introductory key
terms, 2) a brief look at similar approaches and 3) phenomenological and exegetical foundations
for Revelation’s interactivity, 4) a description of Super Mario 64, 5) viewing Revelation as a
video game, 6) an anticipation of further research areas, and 7) concluding thoughts.
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1) Key Definitions
Viewing the text of Revelation as a video game requires some key definitions and
clarifications. Here, a video game is defined as a type of electronic game, voluntarily undertaken
for enjoyment and/or education. Video gaming, then, involves interaction with a five-part user
interface consisting of 1) a platform that enables gameplay (arcade machine, electronic device,
console, smartphone, or computer), 2) an input device that provides control signals for gameplay
(gamepads, joysticks, keyboards, touchscreens, even the human body itself), 3) a display device
on which gameplay is viewed (television or computer monitor), 4) an audio device that generates
the game’s sound effects, music, and spoken lines (loudspeaker or headphones), and 5) 3D sense
via haptic and olfactory technologies which apply forces, vibrations, motions, and scents to the
user (rumble packs, tactile touchpads, even smelling screens!).4 Here, it becomes clear that a
video game allows gamers to inhabit its play world via the human senses.
The book of Revelation and video gaming both involve dynamic interactivity; they draw
audiences into the activity within their respective divine and play worlds (hence inter-activity).
However, noticing this commonality requires cautious distinctions. Clearly, Revelation is not a
video game, nor is video gaming divine reality. Video gaming requires the language of everyday
experience, while Revelation requires highly-qualified language. The language of video gaming
is not meant (or able) to exhaust the experience of reading, hearing, and keeping the words of
Revelation. Yet, this distinction does not disqualify video gaming language from offering a valid
articulation of divine reality. Rather, it clarifies the role and sets up healthy boundaries for video
game language, which is helpful when it clarifies the interactive dimension of Revelation and
harmful to the extent that it obscures the divine reality of the book. Exploring Revelation as a
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video game made of sacred words articulates the Holy Spirit’s interactive invitation to partake in
John’s worship of God and witness of the salvation offered through Jesus Christ.
In light of these key definitions and clarifications, I confess that I am speaking as a
Protestant Christian who is convinced that play, particularly video games, has theological value
in clarifying difficult theological concepts with the language of everyday life. Having said that,
there are limits to what this paper can accomplish and who this paper addresses. First, it is hard
to see how this paper could be used in a traditional Bible study; it ventures outside the orthodox
sensibilities of pious and intellectual scholars of the text. Yet, this idea of a video game made of
sacred words encourages both believing and religiously-uncommitted players to keep the text
alive in their thought-life. Hopefully, this will move players who are skeptical of sacred texts
toward reading Revelation on their own terms, with openness to the Spirit’s guidance.
2) Similar Approaches to Revelation
While open-minded players could embrace viewing Revelation as a video game, there is
probably another crowd who would cringe at such a notion, because it seems to render a sacred
text as something that they consider to be irreverent in liturgical contexts and irrelevant to
theological thought. With this skepticism in mind, this paper undertakes a brief survey of other
articulations of Revelation as picture, painting, poetry, theater, and cinema. Such approaches
show how Revelation functions as a living and life-giving conveyor of divine reality in ways that
require more than liturgical and theological language alone. Craig Koester, drawing from Cassius
Longinus’s On the Sublime, suggests that Revelation’s word pictures “give perspectives that
stimulate reflection rather than answers that obviate the need for further thought.”5 He points out
how Revelation doesn’t picture evil and hope abstractly, but with the evocative descriptions of
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the seven-headed beast and New Jerusalem.6 The creators of The Saint John’s Bible take the idea
of word pictures to a new level, providing hand-written calligraphy and painted depictions of the
entire Bible. Of particular note is the painting of the seven churches, which are depicted as a
castle-like amalgamation draped in a vivid array of colors (Fig. 1). In light of such complex
imagery, William Wright suggests approaching the symbols of Revelation in tandem. Revelation
is good poetry that shows, rather than tells, “the basic situation and struggles that the church is
going to endure in every age from Jesus’s resurrection to its eternal destiny with God.”7 Michael
Wilcock frames his discussion of the enduring reality of Revelation in terms of a “sacramental
drama” of transcendent imagery, otherworldly voices, and heavenly symbolism conveyed
through “an acted word, a word dramatized, painted, set to music—a word you can see and feel
and taste.”8 Ian Boxall updates Wilcock’s theatrical framing into the cinematic sense of
Revelation as a “concentric kaleidoscopic vision” that is broadcast through the opened door of
heaven.9 Each approach helps to articulate Revelation’s dynamic interactivity with theological,
liturgical, and also, everyday language that avoids reducing the book to a static text.
Even with a plethora of ways to articulate the dynamic interactivity with Revelation,
viewing the text as a video game offers distinctive insights. Gaming scholar Chris Hansen
explicates this opportunity when he notes that movies (and by extension, theater and pictures)
while evocative, only offer a limited freedom of choice to audiences. Each medium is mostly
predestined to be interpreted or end “the way their creators saw fit when they made them.”10
Meanwhile, video games offer a similar predetermined endpoint, in terms of winning or beating
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the game. Yet, these games also give the gamer “plenty of [rabbit trails] to roam around and
explore the confines of the world that the game designer created.”11 Hansen insists that this “free
play” is key to the game experience, but also notes that “the game ultimately has a point, and you
can feel the game designer’s hand guiding you toward that point…but you can also choose how
fast or slow you get there.”12 Hansen’s explanation captures how the exploratory and non-linear
aspect of Revelation’s dynamic interactivity is more clearly articulated in terms of video gaming.
3) Phenomenological and Exegetical Foundations for Revelation’s Dynamic Interactivity
Affirming Revelation’s video-game like dynamic interactivity resonates with William
Wright and Francis Martin’s insistence that “Scripture mediates divine presence and power to
people in their present moment.”13 Once again, Scripture is not solely a static text that is
exhausted by empirical observation and wholly subject to historical criticism; the on-the-page,
black-ink words of Scripture both conceal divine mystery and draw the faithful into its
explorable, non-linear divine reality. This claim encapsulates Revelation’s dynamic interactivity,
which will be briefly expounded with a weaving together of phenomenological conscious
experience of the cubic paradigm and medieval biblical exegesis, through the biblical encounter
with the araphel of the Mt. Sinai theophany (Ex. 20:21; Deut. 4:11; Deut. 5:22, ESV).14
The cube first appears as “sides,” much like how the araphel first appears as cloud, and
Scripture appears as a text which give us the thing, in the historical sense. Second, the cube gives
itself as “aspect” much like how the araphel gives itself as a darkness that conceals and the
Scripture explicates the meaning of its words for scrutiny in the spiritual/allegorical sense. Third,
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the cube is received by the intender as a “profile,” much like how Moses entered the araphel and
readers assimilate the Scripture in the moral/tropological sense. Finally, the cube’s “identity” is
experienced, much like how Moses encounters the life-giving presence of God inside the araphel
and the reader encounters the life-giving presence of God “inside” the Scripture, in the
anagogical sense. To be sure, these features are not so much levels that are superior or inferior to
one another, as much as they are different ways to contemplate the different realities contained in
the cube, the araphel, and Scripture. Yet, both the interiors of the araphel and the Scripture
describe a non-linear divine reality that is explorable by those who enter into its depiction. Moses
jumps into the araphel and inhabits the divine reality of God’s presence. In similar ways, John
jumps into Revelation’s depictions of divine reality and inhabits the divine reality of the witness
of Jesus Christ. This dynamic interactivity of jumping into a depiction, expounded by
phenomenological and exegetical concepts, resonates with the gameplay of Super Mario 64,
where players (as “Mario”) jump into pictures which contain distinctive virtual worlds.
4) Super Mario 64 Retrospective
Super Mario 64 is a game about jumping into pictures; it is a platform video game for the
Nintendo 64 that features open, 3D gameplay and 64-bit graphics. Players enter its virtual world
as Mario, jumping out of the green warp pipe and into an outdoor area surrounding a large castle.
Here, players learn the gameplay controls and how to adjust the “camera” operated by the cloudriding Lakitu Bros. that can shift the vantage point of the surrounding area (Fig. 2). Mario enters
Peach’s Castle, which is a “hub world” that interconnects all of the game’s levels in its three
floors, moat, basement, and courtyard (Fig. 3). A pleasantly repetitive orchestral tune echoes
inside the castle walls. Many rooms contain paintings to jump through in order to enter into new
levels of the game. These fifteen “courses” are enclosed worlds for the player to explore in all
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directions (Fig. 4). Players discover “power-ups” that can help them navigate the courses, such
as the Winged Hat that grants flight, a Metal Cap that grants invincibility, or the Vanish Cap
which allows Mario to walk through walls (Fig. 5). Players also encounter creatures that attack
and help Mario. Each course features “missions” to find the stars hidden within its world, such as
outdueling a boss, racing competitors, solving puzzles, and collecting coins. Players do not have
to visit the courses nor collect the stars in any particular order or within time limits. Nonlinearity and exploration are features that this game and the book of Revelation hold in common.
Super Mario 64’s plot, setting, and gameplay positions the game as helpful for
articulating Revelation’s dynamic interactivity. Plot-wise, the game and the book have an
epistolary character. Super Mario 64 opens with a letter from Princess Peach inviting Mario to
come to her castle to enjoy a cake she has baked for him, which is similar to the invitation that
John conveys to the seven churches, via an epistolary opening in Rev. 1:4-8. Mario reaches the
castle via the green warp pipe, only to find that Bowser, King of the turtle-like Koopas, has taken
over the castle and confined the princess and her servants inside, using the power of the Castle’s
120 Power Stars. As players reclaim the stars, more areas of the castle are unlocked for
exploration. Doors to the basement and top floor of the castle are unlocked with special keys
obtained when players defeat Bowser (the game’s villain), in three “boss courses” (Fig. 6). There
are several plot similarities to note here. The turtle-like Bowser’s ambition to kidnap the
Princess, defeat Mario and rule the Mushroom Kingdom is comparable to Revelation’s fiery red
dragon with a star-sweeping tail, who threatens the woman clothed with the sun. Even more, the
“boss battles” with Bowser require players to catch him by the tail, swing him around, and throw
him off a platform, and into the pit, which is similar to the dragon, the beast, and the false
prophet being “thrown down” into the Abyss (Rev. 20:1-3). Further, acquiring the Castle’s
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Power Stars shadows Christ holding the seven stars in his right hand (Rev. 1:16), as if he is a
master player who has completed his game. Similarly, unlocking each castle floor with special
keys faintly echoes Christ conquering Hades and Death and holding their keys (Rev. 1:18).
Gameplay in Peach’s Castle correlates to John’s journey through Revelation’s divine
reality, and particularly, to the castle-like New Jerusalem. The dynamic interactivity of a castle
hub-world may remind theologically-minded players of Teresa of Avila’s The Interior Castle,
which articulates a mystical journey of faith through a diamond-like castle with seven successive
interior courts. Further, John’s exploration of New Jerusalem pioneered the world within a book
concept long before the Myst media franchise. Myst implements books in same way that Super
Mario 64 renders its castle paintings – as entryways into gameplay worlds. Both games lend us
the language to say that John “jumps into” the worlds contained in Revelation’s sacred words.
Super Mario 64’s gameplay features a 3D rotational camera system that allows players to
see and explore many things happening at once, both close up and at a distance. This notion of an
interactive camera helps to articulate John’s perspective, which continually shifts from heaven to
earthly scenes via text, and holds together continually morphing images with layers of symbolic
meaning. John’s vantage point, empowered by the Holy Spirit, provides the in-text “camera” for
a reader and hearer to shift his or her own gaze. Likewise, the next section meditates on
Revelation through the lens of Super Mario 64’s camera-centric gameplay.
5) Jumping into the Pictures: The Courses of Revelation
Eurogamer contributor Rich Stanton writes that Super Mario 64 “[creates] a space for
expression, where a player can get lost in the joy of motion and, through this, be delighted by
finding new things. It is about creating a world full of secrets, offering some clues, and then
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letting every single player discover everything for themselves.”15 Viewing Revelation through
this lens leads the audience to consider the pictures they are jumping into in every chapter (via
John’s perspective). Crucially, these pictures of divine reality, both non-linear and explorable,
continually orient the faithful audience’s gaze away from the seductions and persecutions of the
world, and toward joyful worship of God, who unveils the true Church, true love, and true power
through Jesus Christ, in the power of the Holy Spirit. Thus, audiences are invited to play out,
rather than decode, Revelation in worship. It is a “Scripture hub-world” that interconnects these
truths of the Bible within castle-like walls of text. Revelation contains three “floors” where the
realities of the Church (ground floor), the World (basement), and the Kingdom (top floor) are in
play all at once, yet distinguishable from one another. The floors contain fifteen pictures that act
as portals into “courses” to explore the kaleidoscopic layers of the worship of God and witness of
salvation through Jesus Christ. Similar to Peach’s Castle, Revelation has a looping theme song,
provided by the heavenly worship of the twenty-four elders and angels. Here, the audience
inhabits the text as John who 1) jumps into a picture of divine reality and 2) explores the vision
until he completes the course by 3) articulating its ever-shifting vantage points of worship.
Ground Floor: Realities of the Church
Revelation begins with a five-part chain of transmission that is comparable to the fivepart user interface of video games. God’s revelation (platform), is given to Jesus (input device),
who sends the angel (display device) that makes it known to John (audio device), who, in the
Spirit, articulates the vision for the church (3D sense) to read, hear, and keep in a letter. The
“ground floor” pictures hold the realities of the Church.
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★ Course 1 – The One in the Seven Lampstands (Rev. 1:1-3:22): John jumps into the picture of

Rev. 1:12-13, and brings the audience into the world of the seven golden lampstands that is set
on earth. As John looks around, the camera displays the course path for audiences to explore.
John starts at the golden lampstands in immediate view. A spiraling path branches out, leading to
seven churches in the distance, beginning with Ephesus and ending with Laodicea. John’s
movement grants multiple angles for the audience to explore divine reality. Zooming into the
seven golden lampstands grants the viewing and hearing of the one who looks like the Son of
Man (Rev. 1:13, cf. Dan. 7, 10, 14, 15; Ezekiel 1:7). Falling at the feet of this resplendent figure
who holds the seven stars and the keys to Hades and Death, and whose mouth shoots a sword is a
perspective of worshipping the overwhelmingly powerful God. The view of the Son of Man’s
right hand upon John’s shoulder and the sound of his reassuring words is interplay with
refreshing encouragement. Following the entire path of the seven churches frames the diverse
ways in which Jesus Christ is alive for seven churches, despite being crucified by the
surrounding Roman imperial cult. As John completes the course, the audience plays out the
worship of Christ as the one who can navigate socio-cultural, political, and religious contexts.
★ Course 2 – The Lamb on the Throne (Rev. 4:1-5:14): The opened door in heaven and the

trumpet-like voice allows John to jump into the picture of Rev. 2:4-8, which is set in heaven.
The camera pans around the world of the throne as it follows John’s movement within this
course. His concentric circuit begins with the up-close view of the throne in the center, circles
around the surrounding thrones occupied by the twenty-four elders, pans over the sea of glass,
spirals out to the four living creatures on each side of the throne, and returns to the central
throne, where the Lamb stands and completes the course. Along the way, John articulates
vantage points of worship. Approaching the one who looks like jasper and carnelian offers a
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interaction with the wholly-other, yet recognizable God. Zeroing in on the white garments and
golden crowns of the twenty-four elders is a brush with heavenly liturgy. Zooming in on the
flashing, rumbling throne and the burning torches grants contact with the seven-spirits of God.
Standing on the sea of glass before the throne acts out God’s position over chaos. Standing
alongside the four living creatures raises the volume on the theme song continually reverberating
through Revelation: “Holy, holy, holy is the Lord God Almighty, who was and is and is to come”
(Rev. 4:8). Zooming in on the writing on the scroll in the right hand of the one on the throne is
an encounter with God’s justice and salvation. Displaying the Lamb who was slain while
smelling the incense of prayers and hearing the new song is interplay with the reality of Christ
opening the seals of the scroll, liberating people from evil and bringing them into God’s
kingdom. This course plays out the worship of Christ as the one who has not only mastered
social, political, and religious boundaries, but can also teach others how to master them.
Basement: Realities of the World
Completing Revelation’s ground floor directs focus onto Revelation’s “basement,” where
the pictures hold the realities of the world. Jesus Christ, the “ultimate player” who has already
mastered and overcome every worldly context, empowers the navigation of these courses.
★ Course 3 – The Lamb Opening the Seven Seals (Rev. 6:1-8:1): John jumps into the picture of

Rev. 6:1, which brings the audience into the world of the seven seals. John lands near the Lamb
on the throne in heaven, but his path unfolds on earth as the Lamb opens the seals. He brings
audiences into contact with 1) the conquering white horseman, 2) the red horseman on the
warpath, 3) the black horseman with the scales, and the 4) pale horsemen’s trail of death. The
path of the horsemen leads to 5) the altar, where John’s view zooms in and the martyrs are seen
and heard underneath. After this, John’s path takes the audience through 6) the earthquake, and
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under the darkened sun, blood moon, and falling stars. John looks into the distance, which zooms
out the view to show the four angels at the four corners of the earth. Then, audiences look up
through John’s view of the ascending angel, who speaks the number of the sealed. The angel’s
speech warps John back to the Lamb on the throne, where the 144,000 join the heavenly worship
of the angels, the twenty-four elders, and the four living creatures. 7) The seventh seal is opened,
and the course is completed with an hour long silence. Jumping into this picture, the audience
plays out the worship of Christ as the one who shows the world as it really is.
★ Course 4 – The Seven Trumpets (Rev. 8:2-11:19): The completion of Course 3 directs focus

onto the picture of Revelation 8:2, inserting the audience into the world of the seven trumpets.
John jumps into this picture, whose path opens via the scent of the incense-filled prayers, in a
smoky space around the altar. John advances toward the angel who fills the golden censer with
altar fire and throws it on the earth. He then looks toward the seven angels who blow the
trumpets, and takes the audience through the plagues they inflict. The audience’s vantage point
zooms out and witnesses humanity’s stubborn refusal to repent. John follows this path to the
mighty angel who is answered by seven thunders, but a voice forbids the sharing of this sound.
Instead, the voice directs John toward the angel standing on the sea and land, who holds a scroll
that John must eat. The taste of the scroll opens the path for John to measure the temple of God.
Here, he discovers the two olive trees and the two lampstands. Zooming in on these lampstands
brings audiences into contact with the two witnesses clothed in sackcloth. When the seventh
angel blows the trumpet, John is warped into heavenly worship. The path brings audiences to the
ark of the covenant, which completes the course. This journey enables audiences to play out
worship of Christ as the one who shows the warnings of God as they really are.
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★ Course 5 – The Woman and Child Saved from the Dragon (Rev. 12:1-12:17): In the picture of

Rev. 12:1-6, John’s path leads him heavenward, and brings him to a woman, clothed with the
sun, and about to give birth. The audiences can look down and see the moon under her feet. The
camera can pan up to show the crown of twelve stars on her head, which is reminiscent of the
one who holds the seven stars in Course 1. Suddenly, the view of the woman is blocked by a
great red dragon, positioning itself to eat her newborn child! Through John’s gaze, the audience
pans the camera up to watch the child raised to the throne, and pans the camera down to see the
woman flee to her wilderness shelter on the earth. Yet, John is left face-to-face with this fiery
red, seven headed dragon with a star-sweeping tail! Using video gaming language, this course is
a “boss fight” – it features a battle with an enemy that poses a far greater challenge than any
previous obstacle. While video gaming boss fights are usually a solo effort, John articulates how
Michael and his angels team up to toss the dragon and his angels out of heaven and down to the
earth. This fall changes the view of the great dragon into the ancient serpent, who spews a flood
to attack the woman. Yet, the woman wins this round; she escapes the boss with a great eagle’s
wing “power-up” and by teaming up with the earth, who swallows the serpent’s flood. Thus, this
boss stage plays out the worship of Christ as the one who provides the means for overcoming
evil: the blood of the Lamb, and the continuing testimony of Jesus.
★ Course 6 – The Beasts and the Mark (Rev. 13:1-18): The ongoing victory of Christ

accompanies John into his jump into the picture of Rev. 13:1, which holds the ongoing reality of
evil on earth. John begins at the beast arising out of the sea, where the audience is granted
vantage points of evil, in the form of the beast’s seven heads that have ten horns with ten
diadems and blasphemous names. John’s path runs through people’s worship of the sea-beast,
where the audience sees its mortal wound healed, and hears its praise and blasphemy against
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God. This evil worship leads to a beast who rises out of the earth. Audiences can pan down to
see its lamb-like horns and hear its dragon-like voice, or zoom out to view its deceptive signs.
The path through the worship of the earth-beast features an image of the sea-beast that parodies
the death and resurrection of Christ. John is brought to the end of the course, where all types of
people receive the mark of the beast. John’s provides different vantage points of the mark. From
one angle, it is the name of the beast. From another angle, it is the number of the beast’s name.
Another perspective shows it to be the number a man. Each angle presents “666” as it really is.
Overall, John’s journey through the picture of ongoing evil plays out the worship of Christ as the
one who overcomes the lies of evil with the truth of God’s presence and power.
★ Course 7 – The Lamb and the Redeemed on Mt. Zion (Rev. 14:1-20): The picture of ongoing

evil hangs next to the picture of ongoing good. John jumps into the picture of Rev. 14:1, and
lands on Mt. Zion. He approaches the Lamb and the 144,000 from Course 3. If audiences zoom
the camera in on their foreheads, they will see the name of the Lamb’s Father written there.
Audiences will also hear a heavenly voice that blends many waters, thunder, and harps in the
singing of a new song. Next, John’s path takes him to an angel flying above, and audiences see
and hear the “eternal gospel” proclaimed in a loud voice that commands all people to worship
God. John continues toward another angel, who announces the fall of Babylon the great, who is
encountered in Course 9. The next leg of the course features the third angel who condemns those
who worship the beast and blesses those who “keep the commandments of the Lord and their
faith in Jesus” (Rev. 14:12). John moves toward the white cloud, which provides multiple
camera angles to view the crown and the sickle of the divine figure sitting on the cloud. The final
part of the course places John in front of the opened temple in heaven, where the angels
announce the “reaping of the earth.” The course is completed as John views the blood flowing

Jones | 14

from a winepress. Ultimately, John’s jump into the picture of ongoing good lets audiences play
out the worship of Christ as the one who empowers believers to live the life of faith.
★ Course 8 – The Seven Bowls (Rev. 15:1-16:21): When John jumps into the “great and

amazing” picture of Rev. 15:1, the audience enters the heavenly setting which shows God’s
judgments as they really are. John lands in the gathering of the ones who have overcome the
beast, beside a sea of glass and fire. The audience can zoom in further, to see the harps of God
and hear the song of Moses, which they can also sing, because John provides the lyrics. John’s
gaze into the distance gives multiple vantage points of the sanctuary of the tent of witness and
the angels who emerge out of it. The camera can pan around their bright linen, golden sashes,
and golden bowls. John’s view of the sanctuary lets the audience zoom in on the smoky glory of
God filling it from within. The course path branches out as John follows the seven angels, which
grants the audience first-person views of the plagues. When John moves toward the sixth plague,
he encounters the three frog-like unclean spirits who are spit out by the dragon, the beast, and the
false prophet. The audience’s view zooms out to show these spirits deceiving the world, until the
voice of Jesus speaks, sounding the warning that he is coming, and a blessing for those who
“stay awake” (Rev. 16:15). As John reaches the seventh angel, the voice from the temple
declares “It is done.” John looks around, and the audience rotates the field of view to see the
great city split into three, nations fall, islands and the mountains disappear, and the great
hailstones fall. This final course of the basement allows audiences to play out the worship of
Christ as the one who comes like a thief and has already won the decisive battle.
Top Floor: Realities of the Kingdom
Navigating the courses in Revelation’s basement guides the gaze to the top floor of the
text, where the pictures contain the realities of God’s kingdom. Revisiting a crucial point, the
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activity within the pictures in the ground floor and basement does not stop when audiences reach
the top floor; these realities are simultaneous and ongoing reality. Thus, the realities of Church
and the World must always be held together with the realities of the Kingdom.
★ Course 9 – Judged Babylon (Rev. 17:1-19:10): John jumps into the picture of Rev. 17:1-6.

The angel brings him into a wilderness, where the boss battle with Babylon and a scarlet beast
awaits. John’s gaze draws the audience in toward her purple and scarlet apparel. A closer angle
reveals that her golden cup actually contains impurities and abominations. The audience can
zoom in further to read “the name of mystery” on her forehead. John’s perspective is fixed upon
Babylon as he marvels at her, until the angel unmasks the nature of her deceptive appearance and
declares her destruction. John looks up, which allows the audience to shift the camera toward the
second angel coming down from heaven, who announces the fall of Babylon. As John hears the
voice from heaven calling to come out of Babylon, the course path unfolds through the mourning
for this city. At this leg of the course, John approaches a mighty angel who picks up a huge stone
and throws it into the sea. This seals Babylon’s final defeat, as John hears heavenly worship. He
is warped back to the space before the throne, providing a close-up view of the twenty-four
elders and four living creatures bowing down before God. John’s jump into the picture of judged
Babylon enables audience to play out the worship of Christ as the one who overcomes the time
of trial and wiles of the Evil One with the royal rule of God.
★ Course 10 – Victorious Divine Warrior (Rev. 19:11-21): John’s jump into the picture of Rev.

19:11 enables audiences to view the reality of God’s victory from several vantage points of
worship. When John moves toward the divine warrior, the audience can center the frame on him
sitting upon the white horse, focus upon his flaming eyes, pan the camera over his many
diadems, and pan across his robe dipped in blood, also noticing the lettering on one side that
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spells out his name – “the Word of God.” When the camera rotates around the divine warrior, the
view shifts to the armies of heaven following behind him, also on white horses. There is even a
view of his mouth, and the sharpness of the double-edged sword that comes out of it. When the
camera shifts to the other side of the divine warrior, audiences can read the other name written
upon him – “King of kings and Lord of lords.” When John sees the angel in the sun announcing
“the great supper of God,” the audience zooms out to witness the beast’s armies gathering to
fight God. A boss battle suddenly erupts, but it ends just as quickly, as the army is defeated by
the divine warrior’s sword, and the beast is captured and once again thrown down in defeat.
John’s path plays out the worship of Christ by showing God’s victory as it really is.
★ Course 11 – The Angel Throwing Down the Dragon (Rev. 20:1-3): God’s victory tour

continues with John’s jump into the picture of Rev. 20:1. Immediately, John reaches an angel,
and audiences can focus in on the angel’s hand, which holds a great chain and key. The camera
rotates as the angel seizes the dragon, showing it from multiple angles as “the ancient serpent,”
“the devil,” and “Satan.” As John watches the angel bind him, and throw him down, the audience
can hover the camera over the pit, the dragon’s fall, and the seal that covers both. The vantage
points in this course enable the audience to play out the worship of Christ as the one who
restrains and throws down all demonic forces.
★ Course 12 – The Thousand Year Rule of Christ and Saints (Rev. 20:4-10): John jumps into the

picture of Rev. 20:4, which is the world of the thousand year reign. The course begins at thrones.
Through John’s eyes, the audience can pan around and see who is sitting on them, as well as
zoom in and recognize the martyrs and those who did not worship the beast. John’s path takes
the audience through the thousand year reign of Christ, which allows audiences to fix the camera
upon those who were brought to life in the first resurrection. However, this path eventually leads
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back to the prison last seen in Course 11, where John sees the devil released. The camera can
zoom out to show him deceiving the earth and gathering troops. The course path then leads to the
final boss battle at the camp of the saints. Through John’s perspective, the audience is able to
rotate the camera around the horizon, and see an army like the sands of the sea charging at them
in all directions. Suddenly, the multitudinous army is blocked out by the view of fire that sweeps
down from above, and the horizon is clear again. John’s path advances from the camp of the
saints to the lake of fire and sulfur, which provides vantage points of the devil being thrown
down for the final time. The camera can hover over the lake’s flames and its occupants, the beast
and the false prophet. If the audience dares to zoom in, they will see eternal torment. The
dynamic interplay in this course allows audiences to play out worship of Christ as the one who
definitively deals life to the faithful and judgment to evil.
★ Course 13 – The One Seated on the Great White Throne (Rev. 20:11-15): The endings of evil

in Courses 9-12 accompany John’s jump into the picture of Rev. 20:11. The audience adopts his
first-person vantage point of the great white throne and the one who is seated on it. The camera
can track the earth and sky as they flee. John’s path leads to the diverse gathering of the dead,
where the camera can pan around the great and the small or hover over the opening books.
Zooming in further, the book of life is shown; the camera frames the writing in these books as
John describes the judgment of the dead. As John approaches the sea, audiences zoom out over
its dead. The view can zoom out further to adopt John’s perspective of Hades and Death giving
up their dead, who are also judged. Finally, John approaches the entrance to the lake of fire. The
camera can adjust to a top-down view over Death, Hades, and the judged as they are thrown
down into the flames. This course plays out worship of Christ as the one who sees and justly
deals with every human deed, whether it is the tiniest act kindness or the most hidden injustice.
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★ Course 14 – New Jerusalem the Bride (Rev. 21): When John jumps into the picture of Rev.

21:1-2, the audience enters the world of New Jerusalem. The first thing that John sees in this
course is newness; the audience can pan around to see the new heaven and earth. If the audience
pans up, they adopt John’s perspective of New Jerusalem, which looks like a beautiful bride. As
the camera tracks the Bride’s descent, the assuring words of God are given for transcription,
which John displays in the text itself. One of the angels from the seven plagues carries John to a
high mountain to grant closer vantage points of the Bride. When John looks at New Jerusalem
from a distance, the camera can rotate around her bright, crystal exterior, and track across her
huge wall. John’s path winds around the holy city, and the camera can pan along her twelve
gates, where the angels within them are seen at a zoomed in perspective. With a doublemagnification, the names the tribes of Israel are discovered on the gates on each side of the city.
John’s view of the city wall grants a first-person view of transparent gold with twelve bejeweled
foundations that feature the names of the twelve apostles written on them. As John’s path enters
into the city, the camera can shift horizontally to notice the “pearly” gates, or hover over the
streets of gold that John walks upon. When John searches for the temple, the course is completed
by zooming in upon the splendorous glory of God and the Lamb. The camera can also rotate
around to see the nations and kings bringing their glory inside its ever-open gates, as well as the
unclean who are shut out. Jumping into the world of New Jerusalem plays out the worship of
Christ as the one who provides the immediate presence of God as it really is.
★ Course 15 – The River of Life and the Tree of Life (Rev. 22): The reality of God’s presence

orients the gaze toward the picture of Rev. 22:1-2. The final picture that John jumps into is the
world of the river and tree of life, and he approaches the angel. Here, audiences can adjust the
camera to hover over the river or submerge it under the water of life. They can pan left to right
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and see the twelve kinds of fruit, and the healing leaves on the tree of life, which is positioned on
both sides of the river. When John looks forward to the throne of God and Lamb, the audience
can zoom in, along with God’s servants, and see his face and light. With John’s gaze fixed here,
the audience hears the reassuring words of the angel and Jesus. John turns to worship the angel,
but the angel rejects the gesture and shifts the camera back to its proper gaze upon God. As John
hears the concluding remarks of the angel and Jesus, the camera pans away from the Spirit and
Bride, who bid the audience to “Come,” over the water of life, and past the tree of life, as Jesus is
heard saying “Surely, I am coming soon” (Rev. 22:20). John completes the course by sharing the
grace of Jesus with all. The final course plays out the worship of Christ as the one who both
invites the Church into everlasting life and responds to the Church’s prayer to come quickly.
6) Further Research
Longer discussions of Scriptural phenomenology and spatiality exceed the scope of this
paper, but the groundwork is laid for developing the idea of inhabiting Revelation. There is a
need to clarify and expand approaches to studying video game level design and other emerging
technologies (web mapping, augmented reality apps, and virtual reality headsets) which could
provide even more precise language for describing Revelation’s dynamic interactivity. Also, the
musical dimension of Revelation offers further participatory insights into the text.
7) Conclusion
The gameplay of Super Mario 64 lends language to articulate the text of Revelation as
pictures to interact with, rather than as puzzles to decode. Super Apocalypto 64 names the
audience’s video game-like participation in Revelation’s dynamic interactivity by adopting and
adapting John’s vantage points, which allow its eternal worship and ongoing realities to come
alive in our hearts, minds, and senses.
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Fig. 1: Jones, G.D. The Seven Churches of Revelation in The Saint John’s Bible, November 20,
2019, Gumberg Library, Duquesne University.

Fig. 2: Jones, G.D. Lakitu, the Camera Operator of Super Mario 64, 2019. PNG file. (1) Lakitu
flies around on a cloud with a camera attached to his fishing pole. He introduces the game
mechanic of switching to the different camera angles: (2) a tracking view directly behind Mario,
(3) a zoomed-out view useful for viewing surroundings, and (4) a zoomed-in view useful for
viewing things up close.

Fig. 3: Jones, G.D. In-game screenshot of Peach’s Castle, 2019. PNG file.
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Fig. 4: Jones, G.D. Mario Jumping into Cool, Cool Mountain (Course 4), 2019. PNG file. (1)
The player approaches the snowman painting. (2) The player jumps into the painting and (3)
lands in the “Cool, Cool Mountain” course.

Fig. 5. Jones, G.D. Super Mario 64 Power-ups, 2019. PNG file. (1) Flying with the Wing Cap.
(2) Turning into Metal Mario with the Metal Cap. (3) Turning Invisible with the Vanish Cap.

Fig. 6: Jones, G.D. Boss Battle With Bowser, 2019. PNG file. Players encounter (1) Bowser,
King of the Koopas, who attacks Mario with crushing jumps and (2) fire breath. Mario must
dodge these attacks and (3) grab Bowser’s tail, spin him around, discus-style (by rotating the
Nintendo 64 controller’s analog stick), and (4) throw him off the circular platform (and into the
bombs outside of the arena).
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